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I. Education, Editions and Erudition
“Our court shall be a little academe, /Still and contemplative in living art.”
Love’s Labour’s Lost 1.1.1314
If only these words by King Ferdinand of Navarre in Love’s Labour’s
Lost held true for the study of literature in university today. However,
just as unforeseen forces undermine Ferdinand’s “little academe” and
its vow to shun “The grosser manner of these world’s delights”
1.1.29, university education no longer remains sequestered from the
mundane concerns of marketability and financial viability; and in uni-
versity, none more so than the teaching of literature. Ironically, with
the study of Shakespeare, it was academics, such as Alan Sinfield in
the 1980s, who were attuned to such concerns and left the subject vul-
nerable to external pressures. His cry to “reappropriate” Shakespeare
Sinfield 137 arises from an awareness of “resources being cut,” and
“students being forced “into practical studies intended to prepare
them directly for the labor market” Sinfield 153; in trying to “bring
down capitalism” with Shakespeare Sinfield 154 he actually brings
down capitalism with Shakespeare; he creates a need to justify the teach-
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ing of literature and makes Shakespeare answerable to capitalism.
As a result, the validity of the claim that “Shakespeare was not of
an Age but for all time” still seems to be preoccupying academics
through discussions of the educational potential of Shakespeare’s works.
In recent years, there has been a small torrent of books on Shake-
speare in education. Rex Gibson’s Teaching Shakespeare 1998 puts
forth reasons for teaching Shakespeare, in addition to practical advice
on how to teach the plays. Shakespeare in Education 2003 identifies is-
sues that arise at the various stages of education, while the actual meth-
odologies and views of those involved in teaching university students
are collected in Teaching Shakespeare 2009. A more general view, or-
ganized according to a wide range of topics, is available in Teaching
Shakespeare and Early Modern Dramatists 2007. What these have
in common is their awareness that the act of teaching Shakespeare is
more and more susceptible to external concerns.
Despite the proliferation of discussions on Shakespeare in the class-
room, one area which has received little attention is the editions of
the texts and their role in education. This neglect of the text actually
seems symptomatic of the present state of Shakespeare in education.
Tiffany Stern of Oxford Brookes University does mention that Ar-
den’s publication choices will affect “where Shakespeare is or where
he is going” Brocksidge 139. Whether editions of plays actually in-
duce changes in pedagogy or vice versa remains to be confirmed by cor-
relating the two. A further point of interest would be where academic
output figures in this. Stern believes the future of Shakespeare
courses is headed in “the direction in which scholarship is moving…”
Brocksidge 138. The three need to be brought together in order to con-
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firm whether or not academic research really is the purveyor of the
trends in academic editions, and consequently education.
The Arden Shakespeare, having published its first edition in 1899,
has continued to be one of the leading academic editions of Shake-
speare. In 1995, with Richard Proudfoot, Anne Thompson, David Scott
Kastan, and H. R. Woudhuysen as the General Editors, the publication
of the third series began. This series adheres to the main editorial poli-
cies of the second series, but also introduces some noticeable, substan-
tial changes. Determining the changes introduced in the Arden3 edi-
tion will concomitantly shed light on issues latent in Shakespeare in high-
er education. It will also help confirm if, in reality, academic editions
of Shakespeare actually affect the educational changes.
Love’s Labour’s Lost will be chosen as the sample text, partly be-
cause the editor, H. R. Woudhuysen, serves as one of the General Edi-
tors of the Arden3 series and would thus have been aware of the edito-
rial aims and policies of this latest series when preparing his edition.
A subsidiary reason is that the play is not as widely taught in secondary
schools as some of the other plays, but popular enough to be set as a
text for university classes; this would make it an appropriate choice in
discussing Shakespeare in higher education.
A comparison of the notes, introduction, the Dramatis Personae of
the Arden2 and Arden3, and a look at the appendixes of Arden3 will
underscore the features of the latter edition. Ensuing this will be a sur-
vey of recent pedagogical currents. These juxtaposed with the notable
qualities of the Arden3 edition will expose problems in the present
state of education. Finally, a brief examination of current academic
trends will clarify how one of the main sources of the problems is actu-
“Living Art” Lost: The Arden3 Love’s Labour’s Lost
and Shakespeare in Higher Education +0,
ally external factors creating a disjunction of the three.
II. The Notes
The distinction between Arden3 and its predecessor becomes most
evident, perhaps, when examining its notes in detail. Tables 1 and 2
provide the categories into which the notes of this latest edition can
be divided, and the number of notes that fall into each category.
“Style” includes comments about the meter, rhyme, accent of particu-
lar words, and the use of figurative language and wordplay. “Explana-
tion of expressions” ranges from notes that deal with etymology, gram-
matical uses of a word and pronunciation to, most prominently in the
case of Arden3, the identification of proverbial lines. “Implications”
groups together discussions of what can be inferred from particular
words or lines.
Table 1
Arden3 Love’s Labour’s Lost Notes I
Many of the notes are comprised of more than one kind of information, and thus
the sum of all the categories are larger than the “Total number of notes.”
Total
number
of notes
Definition
of expres-
sions and
lines
Style, literary
techniques
and
mechanics of
language
Etymology
and other
explanations
of expressions
Implications
of lines and
expressions
Thematic
and content-
based
explanations
Biblio-
graphic
notes
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Table 2
Arden3 Love’s Labour’s Lost Notes II
Table 3
Notes Overlapping in Arden2 and Arden3 Love’s Labour’s Lost
One of the most conspicuous differences between the two editions,
the aggregate number of notes and the largest category among them,
indicates a fundamental disparity in what is given priority in the two.
Arden3 contains a total of 2346 notes, more than 2.5 times the number
of its predecessor’s 920 notes. As Table 1 shows, of the 2346 notes,
1578 define expressions or explain the meaning of lines; this is over
67% of all the notes, and constitutes the largest category. The older
edition allocates only 462 notes, approximately half of its total, to
similar kinds of information.
Even more significant is that among the Arden3 notes offering
straightforward definitions of words and expressions, there are many
explanations of relatively rudimentary Early Modern expressions.
These are words and uses of words that would most likely be familiar
to those who have read a number of Shakespeare’s plays. Further-
more, even if the reader is not familiar with them, it would be possible
to check their meanings without much trouble in standard glossaries
such as Onion’s A Shakespeare Glossary. The fact that the latest edi-
References to
other parts of the
play
References to
other works by
Shakespeare
References to
other literary
works
Historical
references
Notes on literary
conventions
    
Similar content More information in
Arden 2
More information in
Arden 3
Different content or
focus
 	
 
 
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tion contains so many of these rather elementary notes suggests that
it assumes its readership to be, at least partially, those who have had
very little experience reading Early Modern English. Not only that,
but also, the Arden3 notes presuppose its readers either not to be in
the habit of looking up expressions that baffle them, or not to know
how to do so.
While making the text accessible to inexperienced readers is a
worthy and laudable task, being dictated by the needs of such readers
is not without its harms. By allocating so much space to information
that is readily available elsewhere, Arden3 becomes encumbered by
the surfeit of notes which more experienced readers would feel to be su-
perfluous; in fact, so much so that it is unable to explore other kinds
of pertinent and revealing information. The sheer number of Arden3
notes, in comparison to those in Arden2, is testimony to this. Another
quantitative difference can be seen in the 816 notes the two editions
offer for the same lines or expressions. According to Table 3, Arden2
provides more extensive or varied information for 420 of these, while
Arden3 does so for only 70, a sixth compared to Arden2. In order to
avoid an edition from distending into encyclopedic proportions, which
would no longer be portable nor commercial, an editor must decide to
what he will give precedence and what he will ignore. In the case of
Arden3, relatively basic and simple explanations take precedence over
more sophisticated or learned notes.
A qualitative comparison of the overlapping notes will further illus-
trate this. The majority of the 420 notes that are more elaborate in Ar-
den2, are so by offering references to other literary works. For in-
stance, in its annotation of the obscure word “Concolinel” 3.1.3,
“Living Art” Lost: The Arden3 Love’s Labour’s Lost
and Shakespeare in Higher Education+/3
Arden3 merely suggests it is the title of either an Irish or a French
song. Arden2, in contrast, begins by marking textual discrepancies be-
tween the Q and F; it then quotes Robert Laneham’s Letter in connection
to the “Warble” of the previous line, a discussion in Notes and Queries
that suggests the word’s connection to an Irish song; and finally it
mentions Pistol’s attempt at pronouncing words from an Irish song in
Henry V. The final purpose of the two notes is the same: to offer the
hypothesis that the word is the title of a song. However, by presenting
the process through which he derived this conclusion, Richard David
places the play in a larger literary context as well as allows the reader
to review and evaluate for themselves the method through which he
arrived at this conclusion. In many cases, Woudhuysen feels he
sufficiently explains an expression by calling it proverbial, as he does
for “In manner and form following” 1.1.202: “a legal tag which became
proverbial.” According to David, Nashe’s Unfortunate Traveller, the
anonymous Nicholay’s Voyage, and Lyly’s Mydas make use of this legal
proverb. Glossing over a phrase with the cursory acknowledgement
that it is a proverb does not open up possibilities of exploring the use
of language and the relationship between literary works more widely,
as do the Arden2 notes.
Arden3 occasionally provides more extensive notes than Arden2. In
the majority of these cases, Arden3 indicates references to other parts
of the play with similar or relevant expressions or information. Many
of these appear in the first scene. To give a few examples, “Th’endeav-
our of this present breath” 1.1.5 is annotated as “Our efforts while
we are alive will earn us fame after death” in Arden2 while Arden3
mentions how 5.2.841 revisits the theme of endeavor, and 4.3.65 as
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well as 5.2.729 explore the idea of breath. “…bate” in the ensuing line
is simply defined as “dull, deaden or lessen” in the earlier edition yet
the later edition perceives a link with the idea of baiting which be-
comes relevant to 5.2.626. The more recent edition, thus, expands
these notes, not to challenge the readers nor guide their attention to
works other than the text, but to give them a firm grounding in order
to grasp the play itself.
There is a third group to the notes that overlap in the two editions:
those that are distinguished not by the quantity but by the nature of
the information they contain. Of the 816 notes that both editions have
in common, 131 fall into this category. The majority of these notes indi-
cate a propensity in Arden2 to draw comparisons with other works
and place the text into the wider literary context, while conversely
Arden3 chooses to limit its comments to the play itself. In commenting
on how “In reason nothing./Something then in rhyme” 1.1.99 de-
rives from the saying, “neither rhyme nor reason,” that was in use dur-
ing Shakespeare’s day, the previous edition points to 2.2.48 of The Com-
edy of Errors. Woudhuysen prefers to pick his example from the text it-
self: “A dangerous rhyme, master, against the reason of white and red”
1.2.102 3 . For other notes, as well the former will list examples
from an array of literary texts, while the latter will not look beyond
the play itself. For instance, variations of the expression, “Allons, al-
lons!” 4.3.357 appear in the quarto edition of The Merry Wives of Wind-
sor, Nashe’s Have With You to Saffron Walden, Marston’s What You
Will, and John Day’s Parliament of Bees. Arden3, however, simply men-
tions that “The French word was not uncommon in literature of the
time,” and instead the main interest is in the textual fact that both the
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quarto and folio employ the spelling, “Alone.” Again, the recently re-
vised edition forgoes drawing connections with other literary works
in order to devote its attention to the text itself.
Also of interest are mythological and biblical references; unlike with
the proverbial expressions, Arden2 does not dwell on them, whereas
they receive detailed attention in Arden3. To illustrate, in connection
to Ajax IV.iii.6, the former notes an echo in Henry VI Part 2, then men-
tions two previous plays about the hero, “one at Court and one at Cam-
bridge,” while the latter prepares a short exposition of why Ajax at-
tacked a flock of sheep. Biblical references, likewise, receive different
treatment in the two editions. With regard to Judas’s kiss 5.2.594, in-
stead of quoting a line from The Booke in Meeter of Robin Conscience,
which makes use of the motif, Arden3 must state that “Judas be-
trayed Christ with a kiss.” The most obvious examples of the dispar-
ity in the way the two editions present such allusions are the lines
about Hercules and Samson in act 1 scene 2. The earlier edition of-
fers no notes about either of these figures. Woudhuysen, however, re-
minds his readers of the relationship between “the classical hero” and
the Amazon Omphale. He, then, feels it is necessary to inform the read-
ers that the object of Samson’s affections was Delilah, “who tricked
and betrayed him to the Philistines,” probably deciding the readers,
like Armado, would be asking, “Who was Samson’s love, my dear
Moth?” 1.2.73 4 . Of further interest is the way the two editions
dwell on Armado’s exaggerated appeal to Samson, “I do excel thee in
my rapier as much as thou didst me in carrying gates” 1.2.713.
Arden3 notes the biblical passage from which this story is borrowed
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and informs the readers, “how he carried off the gates of Gaza.” Arden2,
on the other hand, wastes no space on the biblical passage nor on
the details of the story, and instead quotes from a similar passage
about Samson in Middleton’s Family of Love 1607 as well as identi-
fies a now lost play called Samson as a possible source for Middleton’s
work. As if its readership’s familiarity with the biblical tale does not
even need to be considered, Arden2 concentrates solely upon illustrat-
ing how Samson, burdened by the gates of Gaza, was a relatively popu-
lar and often employed image of an admirable hero. This disparity be-
tween the two editions signifies a shift from being able to explore Eng-
lish Renaissance plays from a wider perspective, to having to abandon
such pursuits and instead devoting a great deal of the notes to explain-
ing what was once common knowledge.
In addition to this, Arden3 discusses the sexual connotations of ex-
pressions whereas Arden2, for the most part, eschews discussion of sex-
ual implications.
With regards to the sexual references in the play, Arden3 abounds
with blatantly direct explanations, whereas acknowledgement of such
references is mostly absent or, at the most, implied in Arden2. In the fi-
nal scene alone, Arden3 contains a total of 22 notes that clearly ex-
pound upon or deal with sexual content. On the other hand, only 1 of
these 23 receives attention in anything approaching such a straightfor-
ward manner, in Arden2. This single, relatively obvious sexual refer-
ence that Arden2 includes for this scene is the note to “wax” in line
10. It intimates the possible innuendo underlying the word, in a subtle
fashion by merely defining the word as “increase with quibble.” Ar-
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den3, however, chooses to be much blunter in explaining the word to
mean, “grow, increase, with the suggestion of a growing penis….” The
latter, thus, distinguishes itself from the former by not shying away
from the explicit content.
This difference could arise from one of two reasons. It could be a
sign of how much more acceptable it has become to discuss bawdy
and innuendoes in the classroom today. The Arden2, published in
1951 before the sexual revolution of the 1960s, could simply be reflect-
ing the mores of its time.
However, a more likely explanation would be that Arden2 expected
its readers to be able to discern such references without assistance
from the editor, while Arden3 assumes they will be lost on the reader
unless clearly identified. The difference between the two editions with
regards to the notes on “wax” suggests this; Arden3 must spell out
what Arden2 simply hints at.
Other Arden3 notes abandon more scholarly references to a wider lit-
erary context and instead include discussions of bawdy that is, if not
easily identified, susceptible of being clarified through other means.
For example, Arden3 mentions, in connection to Rosaline’s line, “And
make him proud to make me proud that jests” 5.2.66: “…there may
be a sexual pun on proud meaning erect.” Onions’s A Shakespeare Glos-
sary offers as a definition of “proud,” “sensually excited, lascivious”
and cites as an example, “The flesh being proud” 712 from The Rape
of Lucrece. Arden2 takes for granted that the reader would be famil-
iar not only with this meaning of the word, but also with the line
from Lucrece: “There is no need to equate this with the ‘flesh being pro-
ud’ of Lucr., 712.” Those who consulted the notes of Arden2 were ex-
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pected to glean from the allusion to Lucrece, without any direct mention-
ing of the sexual content, the possibility of an innuendo being dis-
cussed. Also, the focus of the note is, not so much on merely identify-
ing a possible double entendre, but on understanding the line within a
wider literary context. Later, “manage” 482 receives similar treat-
ment in the two editions. Arden2 is able to convey the connotation
the word could have had merely by quoting Laneham’s Letter, “The
Brydegroom for preeminens had the first coors at the Quintyne, brake
hiz spear tres hardiments; but his mare in his manage did a littl so titu-
bate, that mooch a doo had hiz manhood to sit in his sadl.” The associa-
tions that can be formed with the combination of “The Brydegroom,”
“hiz spear tres hardiments” and “hiz manhood” in this note becomes
the much less figurative “a pun on ‘man-age,’ i.e. stuff about men” in Ar-
den3. As if to ensure that the pun does not elude the readers, Arden3
adds in the note to the ensuing line, “Berowne’s phrase continues the
martial, chivalric and sexual language of 482…” For “cuckoo-buds”
884, Arden2, without mentioning sexual connotations as does Arden3,
seems to underscore its presence by mentioning the “quibble on cuck-
old….” Further examples of obvious innuendos which only the latter
edition considers necessary to highlight for the benefit of the readers in-
clude “to do” 428, “leaden sword” 481, “stand for” 505, “pole-axe”
571 and “A lemon./Stuck with cloves” 642 3 . For the most
part, then, the earlier edition seems to predicate its omission of notes
about sexual connotations on the belief that they would be obvious to
its readers, while Arden3 is unable to make such an assumption.
Arden2 includes in the text, problematic lines such as Berowne and
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Rosaline’s exchange towards the end of act 5 scene 2, whereas Arden
3 prefers to remove them from the actual text and place them in the Ap-
pendix. Both editions concur in their speculation that the 6 lines af-
ter Ferdinand’s “Hence, hermit, thenmy heart is in thy breast” 5. 2.
810 belong to Shakespeare’s first draft and were rewritten as lines
82559; yet they are at odds in the way they present the lines. Similar
treatment is given to the 22 lines attributed to Berowne after 4.3.290.
The former edition places them within brackets with a detailed note
about the textual debate exchanged among Dyce, Capell and Dover Wil-
son, but the latter moves them to the Appendix and eliminates the aca-
demic discussion. Such contrasts in the editorial approach could be sig-
nificant in two ways. First, the earlier edition requires the readers to
make their own decisions about the text, whereas the more recent ver-
sion does not force the reader to confront the instability of the text; in-
stead, it helpfully makes the choice for the readers by imposing upon
them what it deems to be the intended final product. What the editor
concludes as not belonging to the “authentic” text is provided as supple-
mentary information at the end of the book. Second, the questionable
material, if included, would have to be provided in brackets as in Ar-
den2, and would cause one to pause at that point. The excision of
such bracketed lines results in Arden3 becoming a text that aims to
be read rather than studied. Arden3 allows the readers to focus on read-
ing the play from beginning to end without interrupting them with bib-
liographical questions. In other words, Arden3 gives priority to the
“general reader,” who most likely will have little knowledge or inter-
est in the bibliographical issues of the play, instead of those with
some background in studying Early Modern texts.
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III. The Introduction, Appendixes and Dramatis Personae
Such differences, which characterize the notes, are also palpable in
other parts of the two editions. First, the introductions are founded
upon two clearly divergent objectives. At first glance, with 70 more
pages and an extensive survey of the play’s critical reception from the
15th to the 20th century, Arden3 may appear much more extensive and
encompassing than its predecessor. However, it is actually tightly fo-
cused upon the play itself while the earlier edition offers a more pano-
ramic perspective. According to the General Editorial Preface of the
2007 edition, one of its purposes is allegedly to carry out “investigat-
ing the interdependency of the literary text and the surrounding ‘cul-
tural text’…” xiv. To this end, Woudhuysen examines Chapman’s
homage to the play, and Robert Tofte’s poem which is thought to be
the earliest direct reference to Love’s Labour’s Lost. He also cites and dis-
cusses suchwriters asSidney,ThomasWilson,Chaucer, Lylyanda string
of other early references to the play. Nonetheless, such comments
seldom develop beyond an attempt to determine the nature of the
play. Echoes in the play of Sidney, the “perfect courtier,” become grounds
for considering the play to be “Shakespeare’s first extended and fo-
cused treatment in a comedy of life at court…” Woudhuysen 6 . Chap-
man’s tribute to the play in two of his own works underscores how
Shakespeare’s play is one of the earliest and at the same time an inferior
example of a genre that would later flourish Woudhuysen 75.
There is also an exposition of the contemporary political climate in
France, as well as a look at the literary circles of Shakespeare’s time,
yet their main objective is to identify sources for the play and unravel
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the enigmatic or elusive elements of the play rather than to map out
the historical context which provides the backdrop to a plays like
this. Woudhuysen delineates the details of the oscillating fate of Henri
of Navarre whose story closely follows that of Ferdinand 6770, and
mentions the rivalry between Shakespeare’s circle and a group of liter-
ary figures known as the “School of Night,” a term that appears in
4.3.251 70. What ensues is not insight into the political or literary
world, but the observation that “it is easier to put forward elaborate the-
ories about what is really going on in the play than to disprove them”
71, and the conclusion that “there is a difference between Shake-
speare’s drawing on these elements in a general or diffused way and
his consciously deciding…that he would write a play…’about’ them”
72. The discussion is more about how to approach the play than any-
thing else.
One way in which the latest edition deviates most noticeably from
the previous is with its survey of the play’s performance history and cri-
tical reception up to the twentieth century. Woudhuysen unfurls ac-
counts of the play’s reception like a scroll painting with both scope
and detail, and asserts that the “history of the play is to an extent tied
up with critical reactions to it” 93. Yet what it builds up to is not so
much an understanding of how the social changes led to different atti-
tudes towards the play, the kind of multiple perspective often seen in
scroll paintings, but a confirmation of the innate universality of the
play:
Love’s Labour’s Lost is in some ways Shakespeare’s most ‘Elizabe-
than’ play, rooted in its period, language, jokes and concerns. Yet it
transcends that evocative atmosphere. It is about a lost world, but
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its handling of the very themes of love and loss, of the relationships
between men and women, of endings and of art still speaks to us.
105 6 
Even in its examination of the reactions towards the play, Arden3 fore-
goes exploring the backdrop to the plays and focuses on what is ger-
mane to a direct understanding of the play.
Conversely, though a meager 31 pages, the Introduction to Arden2
attempts to situate the play in its historical and literary background
in order to elucidate the best way to understand not only the play it-
self but also the Elizabethan intellectual milieu. The discussion about
the possible factual sources of the play admittedly culminates in the opi-
nion that Love’s Labour’s Lost “was written for private performance in
court circles” David xliii. However, in proposing that it was “di-
rected at Lyly’s audience,” it is ultimately the play that recedes into
the background and instead the tastes and behaviors of those in-
volved in the theater that come to the forefront:
…when Southampton…was released by James I [from the Tower]
and wished to entertain the royal party at his house, the play cho-
sen for their delight was Love’ s Labour’ s Lost. We have already
guessed at the personal associations that may have induced South-
ampton to put the play on; the reasons given by Burbage to the Cham-
berlain of the exchequer are more lasting and more essentialthat
‘for wytt and mirthe’ it would ‘please exceedingly.’ 105 6 
Moreover, in the process of reaching this conclusion, there is insight
into the Elizabethan age and the conditions that produced such a
work: the Elizabethans “were capable of assimilating a multiple alle-
gory, in which a fictional character can stand simultaneously for two
persons in real life, themselves exemplars of an abstract virtue.” While
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the Introduction to Arden2 is much shorter and without the sweeping
survey of the play’s critical reception that its successor offers, it is actu-
ally much broader in terms of its outlook.
Second, a more obvious distinction between the two editions is in
the substantial appendixes to Arden3, which do not exist in its predeces-
sor. Woudhuysen most likely made the choice to add the extra 56
pages to the end of his edition for two main reasons: for accountabil-
ity, but more importantly, for readability and accessibility. There are
five appendixes: notes about the text, lines thought to be from an ear-
lier draft of the play, the debate about Moth’s name, a comprehensive
list of rhymes, and a likewise comprehensive list of compound words
used in the play.
The first of these, the examination of the textual choices, serves
both of the purposes suggested above. By relegating the bibliographi-
cal debate to the end of the book, Woudhuysen is able to concentrate
on the content of the play, in the Introduction. This way, there is no
worry about the labyrinthine textual problems putting off the “gen-
eral reader.” In contrast, Arden2 allocates merely 7 pages to Arden3’s
41 pages on such problems, but by placing them in the Introduction,
it treats them as imperative to understanding the play. The later edi-
tion, in accordance to the increase in its number of pages, does incorpo-
rate much more information than the earlier edition. This information
ranges from the career and characteristics of the printer to the
text of other plays and the features of the play itself. This could be an at-
tempt to offer more material to allow the readers to make their own
judgment about the editor’s decisions, as well as a reflection of the re-
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cent advancements in bibliographical studies. Be that as it may, the con-
clusion reached about the 1598 Quarto is fundamentally the same: the
text is based on a manuscript copy of the play. More importantly, it
is difficult to imagine Woudhuysen expecting the majority of his read-
ers to pour over the details he offers in Appendix 1, whereas, the discus-
sion David presents is much more accessible. In other words, the more
recent edition seemingly invites the reader to review the choices that
it makes with its lavish array of facts; but it actually makes no pre-
tense in believing the reader would actually do so, by removing the
facts and discussion from the Introduction, and consequently bombard-
ing anyone curious about the problem with a plethora of information
at the end of the text.
How the second appendix serves to eliminate from the text trouble-
some interruptions of a bibliographical nature has already been dis-
cussed; the third appendix, likewise connected to an editorial choice, is
included for a need to justify the choice but also has the less erudite
readers in mind. Of the two spelling variations for the name of Armado’s
page, Woudhuysen opts to use Moth. In the appendix, he begins by dem-
onstrating how there was a shift towards preferring Mote over Moth,
among editors in the 1980s. What is of particular interest, though, is
that he also argues that Shakespeare must have wished to connect the
name to the insect and explains, furthermore, how it is in accordance
with his decision to anglicize the name of other characters that he set-
tles on the use of Moth 344 5 . In contrast, the only reference to
this problem in Arden2 is the note to the Dramatis Presonae that
states Shakespeare intended to anglicize the names of the characters.
It expects the readers to be able to deduce the connotations that each
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variant would have carried, on their own, and to have knowledge of
what the spelling variants were, or at least of how to look them up.
Both editors predicate their decisions on the belief that the names
should be anglicized, but Woudhuysen must cover information which
David most likely perceived to be already within his readers’ grasp.
The last two appendixes, the list of rhymes and compound words, ap-
pears for the first time in the latest edition, probably to make the fea-
tures of the text more tangible to less experienced readers. As men-
tioned before, the second largest category of the Arden3 notes is refer-
ences to other lines in the play. In addition to this, there are 168 notes
dealing with the style of the text, 150 with the implication of particu-
lar lines, and 44 with thematic issues of the play. What this indicates
is an effort to guide the readers into understanding and appreciating
the play per se instead of the significance of the wider literary and his-
torical context. The list of rhymes and compound words can be seen
as part of this, for its main purpose is to make the formalized and
rather rigid style of the play concrete to the reader.
The appendixes of Arden3, therefore, are the result of the editor’s de-
cision to present supplementary material for those with “scholarly inter-
est” in a way that would not put off the “general reader;” but it is also
a result of his understanding of “scholarly interests” to be problems di-
rectly connected to the text or style of the play. Little effort is made
to direct the attention of the readers to what lies beyond the text.
Most of the space in the latest edition, which is more than twice as
long as its predecessor, is consequently allocated to assisting the reader
into understanding how to approach the text itself.
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Third, the differences in the Dramatis Personae of the two editions,
though more problematic than the Introduction and the appendixes,
can similarly be seen as a reflection of Arden3’s move to dictate to the
reader ways to comprehend the play. Both editions acknowledge
Nicholas Rowe’s 1709 edition as the original source of their lists.
Arden2, with a few exceptions, follows Rowe’s list. The two main devia-
tions are Holofernes appearing before Dull, and Katharine and Maria ap-
pearing before Rosaline in Arden2. Rowe’s list groups all the male
characters with names together, and arranges them in an order of so-
cial importance. David could perhaps have transposed the order of Holo-
fernes and Dull based on the belief that the schoolmaster should be so-
cially superior to the constable whose name suggests the limitations
of his intellectual capacity. As for the order of the three ladies attend-
ing the Princess, it is difficult to give a satisfactory explanation for
the change David makes. In the text, Maria speaks first, then Katha-
rine, and finally Rosaline, so David could perhaps have born this in
mind when altering Rowe’s list. At any rate, Arden2, for the most
part, respects Rowe’s original list and refrains from adding meaning
to the text with its changes.
Arden3, however, drastically alters the Dramatis Personae in a man-
ner that affects the readers’ perception of the content of the play. Ferdi-
nand and his men are followed by the Princess of France, her women
and the two lords attending them. Armado and Moth come next, then
Holofernes and Nathaniel, and finally Dull, Costard, Jaquenetta. At the
bottom of the list are those without names. Rowe and Arden2 ar-
range the roles according to their social significance, and place the
women at the end of the list as excluded from the social hierarchy of
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the men. Arden3 rearranges the characters based on their affiliations
in the play. The Princess and her companions follow Ferdinand and
his lords; this seems to imply that one contrasts with the other, and
the two create a kind of parallel in the play. The comic and minor char-
acters are grouped together, and among them, there are further group-
ings. Armado and Moth are listed together probably based on their sta-
tus as visitors to Navarre’s court. This juxtaposes them with the simi-
larly situated Princess and those accompanying her, while Armado’s ac-
tions are a kind of parody of the oath-breaking of Ferdinand and his
men. Holofernes and Nathaniel, the scholarly characters, in a sense com-
pliment the ridiculously self-important Armado. These groupings,
thus, elucidate the structure of the plot.
Also of interest are the extensive notes for each of the characters in
Arden3. While the notes are not completely devoid of academic discus-
sions, a great deal of the information concerns the different ways the
characters are referred to in the actual text. In other words, they are
notes that careful readers would not need, and mainly function to as-
sist those who might be baffled by the text. The Dramatis Personae
and its notes in Arden3, in this way, aim to make the text more accessi-
ble to those tackling it for the first time, as well as to impress upon
the reader’s interpretation.
IV. Shakespeare in Higher Education and Academia
Now, it is necessary to examine the approaches to Shakespeare and
the play that higher education adopts, in order to determine what the
distinguishing features of the Arden3 Love’s Labour’s Lost reveal
about these approaches. A look at the four books on Shakespeare in edu-
“Living Art” Lost: The Arden3 Love’s Labour’s Lost
and Shakespeare in Higher Education +..
cation introduced at the beginning will serve to delineate an admit-
tedly very general outline of how Early Modern drama is being
taught at the moment. To begin, Rex Gibson expounds on reasons for
teaching Shakespeare. The plays express what students “can recognize
and identify with” Gibson 2  and also “issues which beset every soci-
ety”  3 ; lead to “deepening selfawareness”  4  and “linguistic growth”
 5 ; and extends “opportunities and experience”  6 . When discussing
Shakespeare in higher education, these translate into the three key
concepts of, politicizing, making relevant and basing on performance
the study of the plays.
Before discussing university level classes, though, a brief glance at
the views of those teaching in secondary schools will make clear the
foundation which underlies Shakespeare in higher education, and provide
criteria for gauging the approaches of higher education. Sue Gregory,
admitting that “sustained reading is not for all” Blocksidge 34, has stu-
dents watch a film version then invite them to think about how “the
play is still taking place now” 30. Similarly, for Elaine Harris, Shake-
speare is useful in making students practice writing and reappraise
themselves rather than the works Blocksidge 66. In questioning the
examination objectives that mostly “require students to parrot and com-
ment on critics rather than to respond to the text itself” Blocksidge
99, Sean McEvoy offers a perceptive analysis of the political motiva-
tions in the debates about teaching Shakespeare. His own view is that
it will be possible to “contextualize… [the plays] for each new genera-
tion” and overcome the difficulties of the language” 118, by tackling
the “political assumptions” that underlie the plays 114 instead of
the language and the text itself. Limited though the number of these ex-
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amples may be, what is lacking in these three opinions about the
plays being personally and politically pertinent and actual produc-
tions being educationally beneficial is students dealing with the text it-
self.
Students, having had minimal experience dealing with the text it-
self during their secondary education, often continue, in higher educa-
tion, politicizing, searching for relevance in, and discussing perform-
ances of the plays without being able to appreciate the text itself. For ex-
ample, Tiffany Stern echoes McEnvoy’s interests; she acknowledges
the importance in placing the works in the context they were pro-
duced, but for the most part, the works are an excuse to discuss politi-
cal issues and current values, by “offset[ting] canonical texts…with
alternative literatures, as well as critical theory” Blocksidge 123. Even
more indicative of where education now stands is her statement that
there is little time for “the non-political aspects of a play: for instance,
its language” 130. Politicizing Shakespeare can apply to the content
of the play as well as to the canonization of his works. Barbara Hodg-
don answers a nagging need to justify “spending my life teaching 400-
year-old plays” Shand 106 by “giving students the freedom to get
rid of the text” and to create projects that have relevance for today
11617. Similarly, race and colonialism inform the approach of Ania
Loomba who believes “Early modern histories can help our students…
challenge some of their own senses of self” Shand 171. The way she
uses the words “histories” and “texts” indicates how the text and the his-
torical content are interchangeable. The educational value of such poli-
ticizing cannot be denied, but such approaches should be built on the
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ability to read and appraise the texts accurately rather than on a
CliffsNotes-style summary of the plays. The deprecation of such skills
and knowledge that allow students to confront the material itself creates
concern. Richard Dutton confirms how real this concern is by explain-
ing that, even at graduate school level, students lack the most rudimen-
tary kinds of knowledge in understanding a Shakespearean text Dut-
ton notes how graduate students are often ignorant of the multiplicity
of the texts, the Elizabethan theatrical practices, and even historical
facts, for “Their knowledge of Queen Elizabeth is unfortunately con-
fused with the Cate Blanchett version…” Shand 211.
Conversely, Alexander Leggatt encourages a close reading of the
text but with complete disregard of the historical context. He believes
what is imperative is “a free play of what may look like anachronism”
Shand 69 in order to “suggest why the plays still matter” 72. In
other words, students should try to unravel the meaning of the text,
based mainly on what they believe the words to be saying, instead of
on any peripheral information. This could well become a learning expe-
rience in how to appropriate the text rather than actually to read and
appreciate the text. Leggatt’s focus is on the text, but as with the politi-
cizing of the plays, it is subsumed to the need to make the texts “rele-
vant” instead of “familiar” Shand 135, and is in a sense, another way
of neglecting the actual text.
Performances and productions of the plays often garner great inter-
est in the classroom, though often as an alternative to reading. To illus-
trate, Anthony B. Dawson elucidates the complexities of the text
through performance. This will make the text real and tangible to the
students but there is the danger of ignoring parts that require histori-
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cal, bibliographical and linguistic knowledge to understand. Students
will learn about the intricacies of the plays, but perhaps not always
how to read them. For Ramona Wray, films of Shakespearean texts
are a means to allow students to arrive “at a consciousness about their
own positions in a society that has historically traded upon fixed roles”
Shand 157. She does state that films function “to return us to the
text” 154 but this is not to tackle the text itself; instead, it is simply
in a way to highlight, in her case, gender issues that can be read into
the plays. Kate McLuskie touches on this problem as she remarks on
the difficulty in differentiating “between a theoretically informed
sense of the contingency of meaning and a consumerist free-for-all in
which students feel … entitled to their ‘own interpretation’…” Shand
135. In many cases, what is engendered is the latter arbitrary response,
according to Susan Bruce, who observes a rift between higher education
and academic movements:
Modern criticism is in the process of abandoning the political con-
cerns of the late twentieth century at the very moment when we
are enjoined to ‘train’ students in the ‘skills’ which will allow ‘us’ to
‘compete’ in a global ‘information economy,’ and at the juncture
when those students arrive with less exposure to the canon, have
less time to read and derive, in even larger numbers, from ‘non-
traditional’ backgrounds.” Hiscock 84
In other words, while scholarship has moved on from giving rele-
vance priority over the text, the actual texts themselves are becoming
more and more alien to the students; thus, classes focus on what the stu-
dents find comfortable, actual productions of the plays and their own
opinions, instead of on familiarizing the students with the actual text.
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It is worth noting, in passing, that there are those who appreciate
the importance of having students trying to grasp the text itself. Fran-
ces E. Dolan recognizes the merits of “careful attention to language”
and “‘reading historically, with the resources not just of literary or dra-
matic texts but of a full range of early modern discourses…” as a neces-
sary step for students to learn how to discuss or critique a text
Shand 193. David Bevington encourages students to experience the
procedures of an editor in checking the original copies and engage in
“close reading that is historically informed but also free to explore mul-
tiplicities of meaning” Shand 46. His comments on how “Some mod-
ern editions pass right over thorny passages, preferring instead to
gloss individual words or short phrases where the lexical meaning has
shifted…but my own instincts, in editing and in teaching, are to keep
trying to understand what is being said” Shand 46 7  brings to
mind the limitations of the Arden3 edition in focusing on simple mean-
ings and internal references rather than to the context that would al-
low a “historically informed” reading.
The two main features of the Arden3 edition can, thus, be perceived
as a response to the shortcomings of the present educational ap-
proach. Students are untrained in exploring the text per se. The edi-
tion, as a result, is comprised predominantly of the kind of informa-
tion that would not be necessary to an experienced reader, at the ex-
pense of more sophisticated kinds of information and discussions. The
edition is a reaction to, rather than a reflection of educational
changes.
A question that remains is whether or not the Arden 3 editorial
“Living Art” Lost: The Arden3 Love’s Labour’s Lost
and Shakespeare in Higher Education+-3
choices arise from, not the issues in education, but the current aca-
demic approaches. Although it is not within the scope of this paper to
present a comprehensive literature review on the recent criticism of
Love’s Labour’s Lost, a cursory look at three representative works from
the 1990s, and one of the most recent discussions of the play will indi-
cate how academic interest has been directed at examining the play
through its historical and literary context. In 1990, Dorothea Kehler
built her discussion on a detailed reading of the play, but it is by con-
trasting it to Shakespeare’s other works that she is able to reach the con-
clusion that Jaquenetta “is the only ‘maid’ in Shakespeare to breach
the code of female chastity and lose nothing by it” Londre 310. Mere-
dith Anne Skura, three years later, compared the play to Shake-
speare’s other works, other literary texts, and the commedia dell’arte to
assert that “Shakespeare’s satiric thrust…is aimed more at the aristo-
crats than the actors” Londre 320. Drawing a clear distinction be-
tween the xenophobia of the lower classes and the open-mindedness
of the more educated crowds by “setting the play in its true historical
context” and making references to other texts of the time, Felicia
HardisonLondre argued ina1995paper thatShakespeare shows sensitiv-
ity towards characters of other nationalities, for “he was primarily writ-
ing for the more refined sensibilities of a coterie audience” Londre
337. Most recently, Gillian Woods examines the English reaction to
the historical Henri IV, King of Navarre, then compares allusions to
him in The Faerie Queene, The Massacre at Paris, and The Trial of Chiv-
alry to note that Shakespeare deviated from the other writers in this
play as well as some of his histories, by implying how “marriage can
lead to political disaster” Maguire 120. This shows how scholars
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have been striving to unravel the context of the play, from the time
the editing for the Arden3 took place until today. The dearth of notes
linking the play to other works as well as the tendency to elide discus-
sions of the social and historical conditions in the classroom are in clear
opposition to such academic endeavors. As Susan Bruce observed,
then, there is a clear rift between higher education and what is sup-
posed to be an academic edition of Shakespeare, and what is produced
academically.
It is not academia that is motivating education, but external factors.
The special symposium at the 81st Annual General Meeting of the Eng-
lish Literary Society of Japan provided enlightening insight into the
many predicaments of teaching literature at university. Of particular in-
terest was a comment Kan Nozaki, Professor of French Literature at To-
kyo University, made about the dilemma facing the study of French lit-
erature in universities: as academic standards and achievements
reaches its acme, the number of students who wish to study French lit-
erature is at its nadir; the more academically sophisticated and demand-
ing the subject becomes, the less appealing it becomes to students. Im-
plied in this comment was an acknowledgement of the pressure to
make a field of study financially viable. Russ McDonald is more ex-
plicit in voicing objection against complying to demands to make the
humanities useful, and thus with financial justification: “Strictly speak-
ing, the humanities are useless, and that is as it should be. Useless, but
not worthless…” Shand 31. It was most likely the need to justify
the study of Shakespeare, both financially and socially, that led to the
prevalence of political and performance-based discussions of Shake-
speare in the late twentieth century; this had an impact on pedagogi-
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cal approaches and has resulted in the present state of Shakespeare in
the classroom. Appropriating Shakespeare to discuss politics gives the
subject “practical” purpose, while self-discovery and performances ap-
peal to students and guarantee, as the expression from the theater
goes, “bums in seats.”
The Arden3 edition is testimony to the fact that the current peda-
gogical approaches bear significant problems. Students, requiring exces-
sive assistance, are not taught how to become able to read the texts
on their own. Also, though they are given the chance to express their
opinions and develop ideas, they are not given the means to evaluate
these opinions objectively. The edition, by having to allocate so much
space to simple definition of words or information available to careful
readers, is unable to offer suggestions about the historical and literary
context, an important factor in judging an opinion. Although ostensi-
bly, the current pedagogy seems to be predicated on liberal ideas, it is ac-
tually dictated by economic and mundane concerns, and deprives stu-
dents of the skills and knowledge imperative not only to, as Russ
McDonald says, “partake of that pleasure” afforded in the arts and hu-
manities Shand 31, but also to make sound judgments about opin-
ions and ideas. This is not to say that returning to conservative meth-
ods or notions about teaching Shakespeare is the answer. The first
step, rather, is perhaps to ensure academic pursuits have independ-
ence from pecuniary and “practical” concerns and to allow these pur-
suits to be reflected in education; it will, then, be the role of education
to equip students with what is necessary to experience such pursuits
as “a source of limitless pleasure” Shand 31. As Berowne says,
“Living Art” Lost: The Arden3 Love’s Labour’s Lost
and Shakespeare in Higher Education +-0
“Study me how to please the eye indeed/ by fixing it upon a fairer
eye,/ Who dazzling so, that eye shall be his heed,/ and give him light
that it was blinded by” 1.1.803, one of the most fundamental bene-
fits of education is its ability to guide the eye into recognizing the
“fairness” of the academic. Unfortunately, this is not realized in the
Arden3 edition nor in the present state of education.
The research for this paper was funded by the Grant-in-Aid for Scien-
tific Research B, No20401019, 2008.
   Coincidentally, according to the 8 January 2010 issue of the TLS, the Uni-
versity of Sussex, where Sinfield has taught since 1965, is planning “the
sacking of over 100 staff and …reduction of a number of ‘areas’” in the
name of “development”  6 .
Martin Blocksidge retraces the struggles between the radicals and the con-
servatives at the time, and the significance of this struggle in the history
of Shakespeare in schools, in “Shakespeare: Iconic or Relevant?”  1 19.
   Although not specifically about Shakespeare in education, the highlight
of the 81st Annual General Meeting of the English Literary Society of Ja-
pan in May 2009 was a special seminar on literature in liberal arts educa-
tion.
   Just to list one example from each scene, definitions are added to “wot”
1.1.91, “still” 1.2.100, 3.1.186, 5.2.200, “withal” 2.1.68, 5.1.108, “pur-
blind” 3.1.174, “but” 4.1.95 to mean “if not,” “want” 4.2.77 to mean
“lack”, “unmeet” 4.3.110, “An” 5.1.165 to mean “if,” and “Nor” 5.2.346
to mean “neither.” None of these receive attention in the notes to the previ-
ous edition.
   “…usually explained as the title of Moth’s song, either the Irish lyric
‘Can cailin gheal,’ pronounced ‘Con colleen yal,’ meaning ‘Sing, maiden
fair,’ or a French song beginning ‘Quand Colinelle.’”
   Having already discussed the combination of rhyme and reason in the
first scene, Arden2 considers it redundant to do so again for this line.
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   In Arden2, this textual information appears in the short textual notes
placed between the text and the annotative notes.
   Both editions recapitulate the tale of Hercules and the apple of Hes-
perides 4.3.315, but Arden2 also includes information from Peter Mar-
tyr’s Decades of the Ocean. The obscure “…Apollo’s lute, strung with his
hair” 4.3.317 is completely neglected by Arden3, whereas Arden2 ex-
plains it with references to Greene’s Menaphon, Tullies Love, Joshua Coo-
ke’s How a Man may Chuse a Good Wife from a Bad, and Lyly’s Mydas. Ar-
den3, unlike Arden2, deems it necessary to go over the “Promethean fire”
4.3.325.
   Arden3 acknowledges its debt to a 1986 Notes and Queries article by R.
V. Holdsworth, research unavailable to Arden2’s David, for the 8 sexual
references between 46583 and the repetition of the pun on “foot” in line
664. This leaves “seal”  9 , “nothing” 40, “ushering” 328, “tread”
330, “Tu-whit, Tu-whoo” 906 and “Marian’s” 912, a total of 6 ab-
struse sexual references which are missing from Arden2.
   This becomes particularly evident when checking the 10 headings of
the Introduction: Sidney which explores the earlier poet’s influence on
this play, Plot, Words and Things, The Court, Style, Structure, Date, Sou-
rces and Contexts, Early History and Later History both of which, as men-
tioned before, aims to elucidate the play rather than explore the historical
contexts. They indicate an interest in either the content or the style of
the play.
 David hypothesizes that “the peculiarities and corruptions that can only
be due to a manuscript original are surely too many to be explained either
a as originating entirely from the mere MS. corrections made in the mar-
gin of the ‘bad’ Quarto’…, or b as a reflection of the eccentricities of MS.
Copy for the ‘bad’ Quarto…,” while Woudhuysen deduces that “…White
[the printer of the play] was setting manuscript copy…” xviii.
 “Some modern editors are at pains to correct the Q spellings of all the
French names as being mere archaism. It is, however, arguable that Shake-
speare’s intention was to anglicize them…” David 2 .
 The following are the other minor differences. Arden2 anglicizes the
names, and corrects Armado’s name from the female “Adriana” to the mascu-
line “Adriano.” It also changes Rowe’s “Ferdinand, King of Navarre” to
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“King Ferdinand of Navarre,” probably so it corresponds to “The Princess
of France.” Rowe describes Ferdinand’s men as “three Lords attending upon
the King in his Retirement,” while Arden2 deletes the “three” and “in his Re-
tirement,” and changes “upon” to “on.” Similarly, Rowe describes the men at-
tending the women from France as “Lords attending upon the Princess of
France;” Arden2 deletes “upon.” In the modern edition, Moth is described,
not as “Page to Don Adriana de Armado” but simply as “Page to Armado.”
“A Forester” is inserted between Moth and The Princess of France, as is
the definite article to “The Princess,” in Arden2. Finally, the comma in “…
others, Attendants…” is not found in Rowe’s edition. Rowe Image 446
 This is not an entirely persuasive explanation, for Arden2 does not
place the three men who attend Ferdinand in a similar order. Longaville, Du-
maine, then Berowne speak, but the Dramatis Personae follows Rowe’s ex-
ample in placing Berowne at the beginning.
 They appear as “Forester,” “Lords attending the Princess,” and “Blacka-
moors and other attending the King.” This is in much more detail than Rowe
or Arden2, which is probably also an indication of how Arden3 is more
“helpful” to the readers.
 Much of the information is on how to pronounce the names, or how the
characters are referred to in the text. For example, the name Ferdinand “is
not spoken in the play and only appears in the opening to 1.1. The King is
only referred to by his title ‘Navarre’ at 1.1.12 and in 2.1.” For the Prin-
cess, “She is not given a first name in the play. She is addressed as your maj-
esty by the King…” 109.
 Miriam Gilbert combines the methods of Leggatt and Dawson in allow-
ing students to prepare questions about the play, and utilizing the perform-
ance of actors to answer them. Through this, she is confident that the stu-
dents deiberate what the text “can mean” Shand 103. But it remains ques-
tionable if they command the knowledge and the skills to evaluate the valid-
ity of these possible meanings.
 Jean Howard addresses this problem of financial concerns in higher educa-
tion from a different perspective by mentioning the importance of secur-
ing fellowships and personal contacts that will lead to jobs, for students
Shand 17.
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